intRoduction Between 1957 Between -1972 , The Situationist International (SI) developed a coherent and incisive critique of modern society, the major tenet of which was a reaction to the alienation of the individual by an increasingly mediated and commoditised modern world that surreptitiously encroached upon felt life. "The Society of The Spectacle," by Guy Debord (the main Situationist protagonist), is perhaps the most infamous example of this critique. In it, Debord outlines how the commoditisation of modern life has moved through the media and spread across the globe, pacifying and alienating its audience with the manufacture of lack and the control of desire. This extension of Marxist critique is the culmination of Situationist thought, but should not be read alone. Within the publications of the SI journals there is much discussion of how to combat the rise of the Spectacle by constructing ones own situations with the aim of reclaiming direct control over ones life. The performance of activities, such as the "dérive » and "détournement, » are focused on the reappropriation of places and things in order to transform everyday subjective experience and highlight the spectacular nature of modern life. The purpose of returning to Situationist ideas here is not only to highlight the level to which the Spectacle has now permeated our everyday lives, in the form of computer-enhanced spaces, virtual environments, and convergent technologies, but to critically reengage, using Situationist tools, with the problems of living within the newly evolving digitally interactive Spectacle. Indeed, what is presented here, as much as an overview of Situationist ideas, is a review of emerging digital works that are informed by Situationist practice.
the society of the spectacle
The whole life of those societies in which modern conditions of production prevail presents itself as an immense accumulation of Spectacles. All that once was directly lived has become mere representation (Debord, 1995, p. 12 ).
For Debord, writes Douglas Kellner (Best & Kellner, 1998) , "the Spectacle is a tool of pacification and depoliticization which stupefies social subjects and distracts them from the most urgent task of real life-recovering the full range of their human powers through revolutionary change." The Situationists theses were grounded in the very idea of reclaiming lived experience from the clutches of the Spectacle, which in their eyes, was passifying the population into consumers whose only role in life was to "spectate" on the reproduction of life through images. By advocating direct action and the creation of "situations," they attempted to make clear the restrictive boundaries, both intellectual and environmental, that the habituated processes of modern capitalism (in the form of production and consumption, work and leisure) had placed upon society. In "The Production of Space" (Lefebvre, 1991) , Henri Lefebvre produces a detailed exploration and analysis of the complex issues of inhabitable space from a critical Marxist perspective that was deeply intertwined, both theoretically and personally, with the Situationists (Hussey, 2002; Knabb, 1981) . With the view that "Consciousness is produced through the material practices in the conduct of everyday life" (Shields, 1988, p. 2) . Lefebvre highlights the repression of the ludic aspects of existence in favour of rationality and productivity. The key to understanding Levebvre's critique of the production of space is in understanding his explanation of how this focus on rationality and productivity has resulted in not only the alienation of the ludic, but also the alienation and exclusion of the body and its extensions. Lefebvre sees the body and its extensions as central to the production of space. Moreover, he explains that this production of space is, in its natural state, a playful and social activity. He suggests the example of the spider and its web. The spider has no logic or intellect, it cannot understand Cartesian space, and yet it extends itself out into the world by producing a web, full of angles and intricacy. The web is a natural extension of the spider. The web is the space that the spider produces naturally. Continuing in this vein, Lefebvre points out how the social activities of people and their bodies are central to producing natural human spaces. He goes on to elucidate how this naturally produced space has been lost as mankind has evolved and produced new ways of existing that are based on philosophical and scientific positions that exclude the body (particularly Descartes).
Lefebvre traces the evolution of produced space from a naturally social body-space, through the development of settlements and cities as images (spaces of representation, e.g., the Lascaux caves, sites of artistic expression), and on to images as cities (representations of spaces, e.g., the Roman pantheon of the gods, Christian churches). His history of produced space arrives at the production of a fragmented postmodern abstract space, where the image of space has all but taken over in the form of the "spectacular" space that continues to further exclude the body. Essentially taking a Situationist perspective, like Guy Debord, Lefebvre calls for a realisation of the difficulty of living in this kind of space, by focusing on understanding how this space is produced, and how we live in it. The Situationists make us understand how to reclaim that space by reappropriation through acts of détournement and dérive.
The dérive, for example, is a technique of aimlessly wandering through cities, experiencing them first hand, free from preconceived notions about social practices. Détournement is the Situationist practice of subverting imagery and slogans to make the alienation of the Spectacle evident, again reclaiming them for their own ends. Against the creeping sleep of the Spectacle, the Situationists championed the notion of "living without dead time," in which the active creation of their own constructed "situations" propelled them into the production of their everyday lives, resulting in the reclamation of their own poetic existence. The main Situationist aim was to reclaim their own agency in the production of their own spaces, freeing themselves from the illusions and Spectacle of abstract space, foisted upon them by the ruling elite capitalist class. Ultimately, the Situationists realized that this was only possible through a revolutionary impulse that, in May 1968, left Paris reeling after several weeks of rioting by various political factions.
the inteRactive spectacle
In the era of the Spectacle theorised by the Situationists, media and technology were considered to be powerful control mechanisms of capitalism maintaining the status quo by pacifying its audience through the manufacture of "want" and the control of "desire." In the era of the digital or interactive Spectacle, none of this has gone, but what has been added is the illusion of agency administered through the new technological conduits of the evolving Spectacle . While television maintains its hold on the top spot of pacification medium, the subtleties of new technology have provided new spaces of interaction with viewers. Arguably, the most interesting of these phenomena are the, so called, reality TV shows, where viewers are coerced into taking part by voting for the elimination of contestants (who may or may not be TV "wannabes" or minor celebrities). Of course, it is not entirely possible to tell how much the viewers can influence the program, as it is still firmly in control of the producers. The position of power offered to the viewer is, in fact, a "sop" to maintain silence, a bribe that is paid for by the viewer who foots the phone bill to call or text the program.
Similarly, other interactive spaces are also being made for interaction through e-commerce and shopping channels. In these spaces, the continual spiral of commodity culture is reinforced by the use of combinations of technological devices that simultaneously advertise products and provide the means by which to purchase them from the comfort of your own home. One particularly interesting aspect of the technological evolution of the Spectacle is "the inevitable and incalculable loss of context and connotation involved in getting objects into the computer" (Van Alstyne, 1994) . While this can be viewed as merely a technical problem regarding the thresholds of resolution and bandwidth, the more insidious problem of further separation from the world arises with it. For as all information moves towards digitization, that which is left undigitized, or that which remains outside digital space, ceases to have a value. While this is perhaps most obvious in the gap between those who have access to digital technologies and those who do not, there are other more subtle manifestations of spectacularization.
the spectaculaR space of viRtual Reality
Technologies, such as virtual reality, rely on promises where individuals are offered better access to spectacular reality through the realm of spectacular interaction in which the "illusion of nonmediation" aims to produce the experience that one is really interacting with the environment projected by the device. Virtual worlds essentially combine rhetorical elements of spatial organization with the logic of the image. They offer the possibility of occupation and inhabitation of technologically localised places, manifest as a sense of "presence." However, as Turner and Turner have pointed out (Turner & Turner, 2003) , virtual environments continue to be spaces where bodies are excluded. Most virtual worlds offer an excellent representation of a place or remote location, referred to here as "backwards presence" (Floridi, 2004) . However, very few offer excellent "forward presence" that is, bodily representation and agency within the displayed environment. In general, virtual environments deliver visitation and visualization of places that, despite attempts at access by the viewer, remain remote. Turner and Turner go on to critique the lack of contextualisation in virtual environments, exploring the role of the body in understanding and turning spaces into places. Further consideration of these problems are explored in O'Neill (2005) ; suffice to say that Turner and Turner arrive, as Lefebvre does, at the exclusion of bodily agency, as a major factor in the uninhabitable nature of spectacular spaces, virtual reality being the latest manifestation.
Essentially, virtual environments are like Lefebvre's "images as cities" they are totally abstract and representational and, as a result, alienating to their inhabitants when presented as alternative spatial realities. A Situationist critique of virtual reality reveals "the illusion of nonmediation" as the development of new mediating technologies that promote a higher level of fidelity and reality that, while they cannot be distinguished from the mediated experience, continue to alienate the user as the spectator of noninteractive Spectacles. The illusion is no longer in just trying to hide the technology, it is in trying to hide the fact that we cannot act in these types of environments that are presented to us as the highest forms of mediation available to us. Thus, virtual reality technologies merely seduce the viewer into an even deeper tie to the Spectacle, offering only impoverished interactions that treat the body as mere "meat" and the psychology of mind from a purely constructivist perspective.
the digital situationist
There is no media substitute for actively taking part in ones own life in the real world. However, it is important to distinguish between two different aspects of todays digitally spectacular situation. Using Debord's conception of the construction of situations, Kellner suggests that: "A creatively interactive Spectacle is one that the individual herself has created, whether it be one's Web site, computer-mediated space, such as chat room, or discussion group. In these self or group-constructed environments, individuals themselves create both form and content, using the site technology to advance their own interests and projects, to express their own views and to interact in the ways that they themselves decide." (Best & Kellner, 1998) By contrast, in pseudointeractive Spectacles, "one is limited by the structures and power of the usually corporate forces that themselves construct the Spectacle in which one is merely a part." Such pseudointeractive Spectacle s would include reality TV shows, Web sites, or discussion forums that are firmly in the hands of production corporations.
Of course in interacting with or through the Spectacle, one is never totally free of its influence, all technologically mediated communication is structured to some extent by protocols, codes, and programs; thus, both the form and content of any digitally constructed situation is tainted by the Spectacle.
While access is restricted to those with new technology, the permeation of computers in everyday life has allowed for the creation of alternative cultural spaces that can attack and subvert established culture. In these new cultural spaces, views can be expressed that had no outlet in previous media forms, allowing for the development of communities and exchange of ideas that, at least in some part, are under the control of the individuals taking part in them. This is evident mostly in the work of artists and designers that are exploring the potential of new media technologies for social comment. While many of them actively draw on the Situationist legacy, others remain unaware, developing their own sense of "hacktivism"' to modify existing technologies for their own ends. In either case, Situationist theory seems at least to have a place in helping to describe their activities, even though, in some cases, the polemic is often watered down.
Here we shall consider a number of examples of this kind of work, taken from the perspective of the dérive and détournement to help give some structure to the critical analysis.
digital déRive
The "dérive" (or "drift," according to its literal translation from the French) became one of the major methods of SI activity in the early years. As Debord writes, the Dérive was "A technique of transient passage through varied ambiances. The dérive entails playful-constructive behaviour and awareness of the psycho-geographical effects; which completely distinguishes it from the classical notions of the journey and the stroll" (Knabb, 1981, p. 50) . In a dérive, one or more persons, over a certain period of time, cease their usual motivations for activity, such as work or leisure, and let themselves be drawn into the attractions of their surrounding environment and the possible encounters there in. According to Debord, they are best conducted in small groups, where the affects of the psycho-geographical encounter can be discussed and should last on average about a day. The purpose of the dérive is to open oneself to the particular, and hitherto usually unnoticed, affects of ones surroundings. Moving from home to café, to viewpoint to tram, to depressed neighbourhood to the Latin Quarter, from safety to danger, laughter to melancholy, the aim is to take control of the city and experience it at first hand. Therefore, truly letting the world slide by, the Situationist participating in a digital dérive would be most concerned with rambling through opportunities afforded by new technologies without direction or under the guidance of outmoded, inadequate, or even alternative navigation methods. Indeed, Debord writes of a comrade drifting through Germany with only the guidance of a map of London to aid his navigation. Surfing the Internet, seeking no information but experiencing what one finds through random encounters, is entirely in the spirit of the Situationist. However, even better would be the use of digital technology to create situations to be encountered in physical spaces. A number of research projects have already been conducted that explore Situationist theory in relation to ubiquitous computing, three of which are discussed next.
fiasco
Fiasco is a location-based physical game that employs the use of digital technology and the Internet. Drawing on Situationist theory, Michele Chang and Elizabeth Goodman have developed a mixed reality game that is played on the Web as well as on the streets, the purpose of which is to explore the effects of pervasive gaming on social life and urban spaces (Chang and Goodman, 2004) . Pervasive gaming includes the use of handheld devices, objects embedded with microprocessors, wireless networks, and the crossover of data from real and virtual worlds. In Fiasco, New York City is the game board and a networked telecom system is the dice. To take part in the game, players, must attempt to gain control of "turf" by performing and documenting "stunts" out on the streets, the documentation of which, for example, mobile phone picture messages, are combined with a tag and uploaded onto a virtual map of the game space. The players then rate each stunt and the highest rated stunt takes control of the space marked on the virtual map. Fiasco is not only inspired by the Situationist dérive, but actively promotes, for its players, new ways in which to engage with urban spaces as well as the community that surrounds the game. Street corners become active spots where new and often incongruous situations can be constructed. Often the most unusual "stunts" are the ones that are rated highest. In this respect, Fiasco can look like an utterly bewildering Spectacle to passersby that witness the stunts, but passersby need not be excluded from the game. The option is always there for them to join in. Everyday experience is thus never far away from being transformed by the ludic portal of Fiasco. Chang and Goodman extend their work in the realm of human-computer interaction (HCI) to engage with the problems of creating "hackable" spaces and systems (Galloway, Brucker-Gohen, Gaye, Goodman, & Hill 2004) , as well as considering how digital technology can be better designed to improve access, authorship, and agency for citizens within the public interfaces of civic institutions (Chang, Jungnickel, Orloff, & Shklovski, 2005) . citynova Rune Jensen and Tau Lenskjold also draw on Situationist theory in their work, where they are interested in developing the notion of "social friction" for designing ubiquitous computing applications (Jensen & Lenskjold, 2004) . Social friction is, thus, defined as a fundamental aspect of everyday life, where the various different encounters between people are considered as the driving force behind social and cultural phenomena. While Jensen and Lenskjolds explication of social friction as a design tool draws on Situationist theory, they do not ally themselves with the stringent polemic of Debord. Instead, they focus on the use of Situationist ideas in combination with other theorists' perspectives, most notably de Certeau and Lefebvre. From the combination of these ideas, Jensen and Lenskjold go on to expound social friction in relation to considering the everyday activities of individuals in social spaces as a starting point for designing ubiquitous computing systems. From this perspective, they develop two scenarios around a fictional system called CityNova. CityNova is based on the idea of using radio frequency identification (RFID) type tags called Nova-tags. These tags can be attached to any surface within an environment and can hold digital information, such as text, pictures, and sound, as well as time codes and positional coordinates. Users can thus position and reposition Nova-tags as they see fit. They can also access and store information on them via technologies such as PDAs or mobile phones. Nova-tags can then become either localised or mobile message boards, where layers of information can be deposited over the lifetime of the tag. For example, one of their scenarios considers the life of a Nova-tag as it is moved across a city as a mobile conduit for a debate on public transport. An infrequent traveller who moans about the overcrowded condition of buses initialises the tag. A woman, who uses buses everyday, defending their importance in her life, continues the debate. Finally, a cyclist takes pictures of his bike and adds them to the tag, leaving it at the nearest bus station to be picked up by the next contributor. The scenarios developed by Jensen and Lenskjold highlight the different kinds of social dialogues that can be encouraged by Nova-tags, as well as the positioning and paths that tags take through the urban environment.
Working the RFID tags immediately opens up the problems of data protection and freedom of information. While Jensen and Lenskjold concentrate on the positive aspects of loose community building and anonymous interaction from a distance, they fail to engage with the more insidious problems of data and identity protection. Neither do they consider the nature of the possible surveillance culture that comes hand in hand with RFID tags. However, they do stress the possibility of misinformation, all be it from a negative angle, which opens the possibility.
.walk
Utrecht-based arts collective Social Fiction received the Transmediale '04 software award for their ".walk" (dot-walk) project. Dot.walk combines computer code and "psycho-geographic" streetwalking in another example of the Situationist dérive combined with digital technology. To take part, participants follow instructions written in a kind of computing pseudo-code that gives algorithmic instructions on how to navigate a city. For example, "Your export code is 2. Repeat the following instructions; walk the first street left, second street right, then you take the street left that is indicated as your export code. Every time you meet another psycho-geographer you exchange export codes. This new code will change the 3rd turn. Remember how often you exchange export code. When you have walked for one hour you return to the place you are supposed to meet. Once arrived there report the number of encounters to socialfiction.org." (Socialfiction, 2004) . This reappropriation of computer programming as the basis for interaction in the real world amounts to what Socialfiction call "algorithmic psycho-geography" (Tuters, 2004) . Their ultimate aim is to collect as many participants' experiences as possible in relation to each algorithm, attempting to develop a "universal psycho-geographic computer." Clearly, Socialfiction's work is strongly influenced by Situationist practice. So much so, in fact, that they are essentially doing exactly what the Situationist did 40 years before. The one crucial difference is the focus on their algorithmic approach.
digital détouRneMent
Another tool in the situationist armoury against the pervasiveness of the Spectacle is the détournement or recontextualisation of preexisting aesthetic elements to be integrated into a construction of a higher order (i.e., plagiarism, or the use of readymades in the Duchampian sense). Debord writes in "Methods of Détournement," "Any elements, no matter where they are taken from, can serve in making new combinations…the mutual interference of two worlds of feeling, or the bringing together of two independent expressions, supercedes the original elements and produces a synthetic organisation of greater efficacy." (Knabb, 1981, p. 8) . Where détournement differs from derive is in the scale of its application. Derive occupies the grand scale of the urban, where the given aesthetic element is the city itself, and the transformation takes place subjectively from a "psycho-geographical" perspective, where the only thing produced is the effect on the person participating in the drift across the city. Détourne-ment inevitably also starts with a given. However, that given is always on a smaller scale. Rather than focusing on the city itself, the mediating elements of the Spectacle become the focus for transformation, with subversion the ultimate goal. Unlike Duchamp's use of the ready made, where the effect is a repartee with the bourgeoisie gallery clientele, the Situationist détournement is focused on highlighting the spectacular nature of existence in all forms of media. Initially, the Situationist focused on plagiarising the ideological and political statements of their rivals, quickly moving to advertising slogans and whole scenes from films. Juxtaposing original elements with slogans of their own, the Situationist reappropriated the Spectacle for their own ends highlighting the alienating function of media communications. Taken to it's logical conclusion, the ultimate détournement would be scaled up to the level of the reappropriation of the city and its institutions, which manifested itself in the revolutionary fervour of the Paris riots of 1968, where the Situationist played a central role in fanning the flames of discontent. In relation to today's digital media, the technique of détour-nement is obviously well supported by digital technology in relation to the copying, cutting, and pasting of images and text in computer software. However, these are only surface manipulations of the technology. Such is the advanced state of the Spectacle in digital times that the cut and paste of 1960s Situationist activities has become commonplace in many of our digital applications. From word processing to editing film and composing music, we live in a culture saturated by the remix and recontextualised media. In short, arguably détournement has itself succumbed to spectacularization. While our new tools offer us new ways to modify and arrange our media, few people are actually engaging on the level of reappropriating these media entirely. Few people are actually taking entire pieces of software and reassembling them according to their subjective desires to create their own novel experiences. The work of various hacker arts groups, for example, JODI, I/O/D, and M9ndvirus, are the notable exception that, arguably, have taken Situationist ideas to this new level of engagement.
untitled game
Perhaps the most famous example of software détournement is "Untitled Game" (Yuil, 2001) . Here JODI takes the game's engine of Quake as the basis for a radical reworking, where the remixed versions of Quake offer an entirely new entity. Replacing variables with functions and rewriting generous portions of original Quake code, JODI reappropriates Quake as a "work of art" rather than a games engine. Their concern is not to eradicate every vestige of the original "shoot'em" up format, but to replace sections of it with unrecognisable abstract forms that remain in some way playable and yet utterly removed from its original purpose.
"Untitled Game" becomes about exploring abstract visualisations, drawing on notions of modernist abstract painting, but utilising the materials of computer software and hardware rather than paint and canvas. Each version of Untitled Game thus becomes a formal study in its own right. The manufacturers opting for Open Source code made JODI's reappropriation of Quake possible. This decision was largely driven by games manufacturers realising that amongst their audiences, there are many hackers that like to "mod" (modify) or "patch" sections of code to their games. The naked Lara Croft, in Tomb Raider, being a famous example. Thus, games manufacturers realised that leaving these possibilities open for gamers to change left more room for the development of their games and the communities that surround them. Indeed, much of the software in the open source community evolves by the process of collective authorship among a worldwide development team, hundreds strong. However, it is unlikely that the activities of groups, such as JODI and others, could have been anticipated. These types of détournement go far beyond the game itself and become manifestations of something entirely different. They become manifestations of a critical engagement with the material of code itself, once again highlighting the spectacular nature of media relations, and uncovering the sophistication of educated consumers that are prepaired to go beyond the constraints they are confronted with to produce commentary.
velvet strike
Anne-Marie Schleiner, has emerged as a "hacktivist" commenting on the relationship between first person "shoot 'em up" games and real military conflicts that are ongoing in the world (Schleiner, 2002) . A self-confessed fan of "shoot 'em ups," Schleiner became concerned with the warped view of reality that was being portrayed in these games. While manufacturers and gamers alike tended towards games that offered "realistic" game play, in the likes of "Counter Strike," Schleiner became concerned with revealing how one dimensional this 3-D view of reality really was. With the background of the "War on Terror" and with American troops in both Afghanistan and Iraq, Schleiner sought to subvert the possibilities for interaction within the game. Understanding that CounterStrike, in particular, portrayed a world dominated by white male soldiers whose only goal was to kill other examples of stereotyped enemies such as middle eastern terrorists. A particular aspect of Counter-Strike is the possibility to mark a territory that you control by spraying an insignia on the virtual walls of the game. Schleiner uses this as her point for transformation. She created her own versions of insignia that, rather than claiming territory within the game, subvert its agenda by introducing a critique of the games limitations. Images such as two soldiers kissing (Figure 1) , or statements such as "Hostages of military fantasy" are thus made available to players that can partake in subversive activities within the game. The aim for the subversive element is then to dodge bullets while spraying messages of "peace" or instructions on "how to drop weapons."
o.u.t.
Another of Schleiner's major works is OUT (Operation Urban Terrain), which is derived from MOUT, a military term that stands for Military Operations in Urban Terrain (Schleiner, 2004 ). Schleiner here is again concerned with the blurring of the boundary between entertainment and reality. Like her previous work, she focuses on the nature of military simulations, disguised as games, that are in effect training civilians in the art of MOUT combat. OUT takes these gaming environments out onto the streets where they are played in urban locations similar to those depicted in the game. Connected via a wireless network, five participants intervene in live games by performing noncombat-related activities, such as dancing and self-destruction. All the while, the game play is projected onto the real urban environment, often attracting a crowd to watch the Spectacle. From a Situationist perspective, Schleiner's work can been as an example of détournement, much as the situationsits themselves coopted the slogans and badges of their political and ideological opponents in order to subvert them for their own ends. Schleiner reappropriates the domain of military games as the arena for her antiwar activism. In doing so, she highlights the insidious way in which military combat simulation has become part of the everyday fabric of many game players' lives.
quake friends
A variation on this combat-related theme is Quake Friends, performed by Joseph DeLappe and his fellow players. Like Schleiner, DeLappe coopts the violent "shoot'em" up game world of Quake, a future fantasy frenzy of super weapons and ultraviolence. Within the game domain, DeLappe and his cohorts subvert the game arena by taking on the roles of the characters in the popular TV comedy show Friends. Each character appears as a Quake warrior, but by using the game's text messaging system, players in disparate networked locations can effectively recite lines from the show (Mirapaul, 2003) . A performance is then presented of the absurd reenactment of episodes of Friends in a completely alien environment. This not being enough, like Schleiner, the game world is open to the public so that any number of "normal" Quake players can come into the Friends world with their guns blazing. For DeLappe, this juxtaposition of bloodshed and laughter highlights the fake nature of the fantasy worlds that are portrayed in both Quake and Friends. Each one exists in a tightly defined location, and is predicated on a set of predefined rules, and neither of them have any major consequences of action. Interestingly enough, DeLappe and his online theatre group have been hit by threatened legal action by Warner Brothers (the makers of Friends) for copyright infringement. Significant compromise has had to be reached, and DeLapped has promised not to perform any more Friends-related material in such a fashion.
conclusion
Clearly, human agency is central to the Situationist theses. The aim of reclaiming everyday experience for ones own ends is, without doubt, a radical proposition. It is also a proposition that, as realised by Lefebvre, relies on the body. It is not enough to watch or to reflect upon the nature of the Spectacle. What is important is to be able to take part. As many of the examples mentioned here show, there is a great deal of concern within some digital communities about the level of access that is given to the users of modern digital technology. While the politics of power and media relations are still very much the central focus of critical analysis, the continuing advancement of technology into every avenue of our lives begs the question of "how we interact with it." The discipline of HCI has long sought to uncover theories that help in the development of usable interfaces and devices. However, a new level of interaction is upon us. While interface communicability and human factors still remain relevant to the design of computer systems, new questions emerge as we interact through computers, not only with the contents of media, but also the mediation of the contents of our lives. Banking, shopping, and learning are all quickly becoming subsumed by the digital revolution. The question is "how do we maintain our agency within these new spectacularised domains?" As Ann-Marie Schliener has already asked, "what happens when the boundaries between fiction and reality begin to blur?" As game players, are we simply enjoying shooting up the fictional enemy, or are we being seduced by a digital military training regime? In the not too distant future, it is entirely possible that warfare might be conducted using game-like environments to control robot warriors out in the field. Remote controlled warplanes are already a reality. While not all the work mentioned here is focused on such a specific aspect of hactivism as Schleiner's, they do all share a common root in exploring our relationships with the continuing development of digitised cities. More and more technology is becoming embedded in our culture and in our physical surroundings. Situationist critique brings with it many interesting ideas that highlight the daily struggle for agency and control of these spaces and the effects they have on our lives. Focusing on how this agency becomes manifest in hybrid technologically enhanced spaces, such as VR, AR, and mixed reality, is undoubtedly important in relation to issues of designing good and useful technology, as well as ethical and political implications. Similarly, designing for adaptability or "hackability" for end users to develop their own situations also seems important, as in the example such as JODI, seem to show. In some respects, returning to Situationist ideas might seem outmoded, as they reflected a specific place in time and a specific political perspective on the world that has now very much dissipated in our hyper-capitalist society. However, precisely because of this situation, and precisely because of the entrenchment of the Spectacle in our culture, Situationist ideas can be used as a starting point for a continuing critique of our ever-evolving and increasingly complex, digitally spectacular world.
